group of three-Haystacks, Setting Sun (pl. 3, fig. 13 ), Two Haystacks (pl. 4), and Haystack, Winter, Giverny (pl. 5, fig. 9 ). The decision to acquire both these canvases-Haystack (pl. 2, fig. 11 ) and Haystack, Thaw, Sunset (pl. 1, fig. 12 )-was complicated by the fact that the museum already possessed 32 paintings by Monet. However, our recognition of the importance of the idea of series for Monet and of the seminal nature of the Haystack images provided the necessary impetus for the purchase. With five Haystacks in its collection, the Art Institute has become the place where one can begin to understand Monet's intentions in doing the series.
When hung together on a single wall, the five paintings from the series "breathe contentedly," as Pissarro said of the original grouping in 1891.5 Interestingly, there is no particular sequence in which the paintings look best; virtually any combination of the five on a single wall is powerful. One can interpret the series by hanging the five canvases in different ways, using as the determinant compositional balance, chromatic relationships, seasonal or diurnal time, or even something as unhistorical as their various current frames. One is tempted to think that Monet himself wanted maximum flexibility of arrangement in the series so that no particular interconnections would be paramount. Yet, such temptation must be avoided until a full analysis of all the paintings in the 1891 exhibition is completed.
In fact, it is due to the way that this exhibition caught the imagination of one Chicago collector that the Art Institute today has five Haystack images. Bertha Honore Palmer (1849-1918) saw the 1891 exhibition and, perhaps as a result of that experience, became the most important 19th-century collector of Impressionist landscape painting outside France as well as the first collector to grasp the importance of Monet's series paintings. Twenty-eight of the Art Institute's great collection of Impressionist paintings-including three of the museum's five Haystacks (pls. 1-2, 4)-once were owned by Mrs. Palmer. It is the purpose of this article to examine carefully the exhibition of Haystacks in 1891, deducing from it Monet's intentions; to reveal more about the series by showing how his most important and perceptive American patron responded to it; and to discuss the ways in which her perception of the series continues to influence our view of it today.
Unfortunately, it is difficult, indeed impossible, to identify with certainty all the Haystack paintings in the 1891 exhibition. Monet himself chose the 15 compositions from a larger number of Haystacks, 30 of which survive today.6 Of the fifteen pictures selected, eight had been purchased from the painter by Durand-Ruel, two were in private collections, and the remaining five evidently were part of Monet's own stock, although they were not identified as such. This meager information, together with the records kept by the Galerie DurandRuel, makes it possible to identify at least ten of the paintings with some certainty. However, some of Monet's titles were general enough that they could apply equally to two or three pictures, and the early records of several of the Haystacks are sufficiently vague as to make precise identification difficult. Modern conservators, in their attempts to give added life to these fragile paintings, have relined and restretched many of them, removing in the process marks or labels that might have helped to identify missing members of the original group of 15.
Due to these problems, no systematic reconstruction of the original exhibition has been attempted. Daniel Wildenstein identified twelve canvases conclusively and one other with reservations.7 From the evidence provided by Wildenstein, it is possible to propose the following identification of the 15 paintings in the original exhibition. The title in each case is Monet's original, and the Wildenstein (W.) number following it allows the reader to connect the painting to a catalogued and illustrated work. The paintings are arranged in the order in which they appeared in the 1891 exhibition catalogue and are listed with their original numbers. Each work is illustrated here by a figure whose number corresponds to that of the 1891 catalogue but whose title in most cases has been assigned to it after 1891 and therefore often differs from that listed in the catalogue. The spaces between certain works have been inserted to suggest several "subgroups" that will be discussed below. Modern students of Monet's oeuvre have been interested principally in four aspects of the Haystack series: the order in which they were made, the way in which they were painted, their meaning, and the critical response to the Durand-Ruel exhibition.8 From their investigations, we have learned the following: that Monet did not paint the Haystacks exclusively out-of-doors; that he worked on each of them for protracted periods, allowing the paint to dry between one session and another; that he was not unmindful of the various meanings associated with the haystack and, therefore, that he was not painting only effects of light and color; and that the paintings were interpreted in a rich and varied manner by contemporary critics, who were as concerned with their content as with their formal innovations.
One subject that has been largely neglected is what might be called the "function" of the paintings in the Haystack series. Were they intended by the artist as easel pictures to be sold individually, or did he create them as a unified decorative ensemble to be kept together? All of the evidence suggests that Monet was ambivalent about this point. Obviously, he was more interested in their essential decorative unity than he had been when painting various views of related motifs earlier in his career. It is clear, for example, that his two similarly composed views of boathouses at Etretat, both today in The Art Institute of Chicago (figs. 16, 17), were meant to be separate easel pictures, one of which deals with stormy waters and the other with calm waters. The fact that each is of a different size and that no other versions of the composition survive is proof that they were not intended as a pair. Monet came closer to such a series in his paintings of the Creuse Valley, which were exhibited together in 1889. Yet, these works vary in their compositions (of which there are at least four types) and were not isolated in the exhibit, but rather were placed in a large gallery with many iconographically unrelated paintings by Monet, as well as with sculptures by Rodin.9 Thus, Monet's acceptance of the decorative unity of the series clearly was only partial. Pissarro sensed this unwittingly when he first judged the series as massproduced easel pictures made for consumption and then recognized their collective power as a larger unity. In order to understand fully the ambivalent status of the pictures as "parts of a whole," one must know how they were selected and exhibited as well as how and to whom they were sold.
Monet selected the paintings himself and sent a list of titles to Durand-Ruel in a letter of April 26. About the installation of the gallery of Haystacks, we know practically nothing. Unfortunately, no photographs of the original installation survive (Durand-Ruel did not begin to photograph his exhibitions routinely until well after 1891). Monet did indicate in a letter of April 13 to the dealer that he wanted two of the frames in the exhibition to be white, but gave no clues about any of the remaining ten frames ordered in that letter or about which two pictures were destined to receive the white frames.12
The Haystacks probably were hung in a single row around the gallery because there would not have been any need to double-hang such a small number of pictures. If this is true, the order of the paintings in the catalogue might reflect the sequence of the paintings on the walls. Because of his direct involvement with the catalogue, it can be interpreted as an expression of the artist's intentions. As suggested above, the pictures in this list can be related to each other in subgroups of various types and dimensions. Analysis of these subgroups is revealing. The first is a pair of identically sized and titled paintings representing haystacks late in the summer, just after the harvest ( figs. 1-2) . Aside from the minor compositional distinctions between the paintings, there is a basic difference between the time of day represented; one is an evening landscape while the other represents morning.13 Pairings of landscapes depicting the four classically defined times of day (morning, midday, sunset, and evening) were not uncommon in the 19th century; the four times of day had been suggested as proper subjects for painters in virtually every French treatise on landscape painting produced during the 19th century.
The next group in the catalogue consists of three paintings that would have formed a balanced compositional unit if hung together. In the first, Haystacks (Last Rays of the Sun) ( fig. 3) in each of his canvases, the curve of the horizon, the roundness of the globe, the course of the earth through space." He went on to call the Haystacks "a synthetic summary of the meteors and the elements."'6 Never again in Monet's career was a single object to play so crucial a role in anchoring a world in flux. This great subseries was followed in the catalogue by three paintings, one of which, Haystacks (Sunset, Snow Effect) ( fig. 13 ), seems to have been isolated from any group. Now in the Art Institute, the canvas was executed with a directness and rapidity not evident in very many other paintings in the series. The visual drama created in the Chicago canvas by the intense orange against the icy blues of a winter evening contrast markedly with the final pair of Monet's exhibition, Haystack (Winter Evening, Misty Weather) ( fig. 14) and Haystack (Snow Effect, Sun) ( fig. 15) , in which the artist apparently created yet another type of pairing-misty and clear weather during the same season.
Although this reconstruction of the exhibition is only tentative, it suggests a high degree of conscious manip-ulation of subgroupings by the artist as well as a comprehensive seasonal narrative that binds the 15 works together. The series began on a late summer evening and ended in the clear light of a winter day. The haystacks survived time and weather, each variable of which Monet manipulated through specific pairings that give a structural rigor to the series. At its center, the group of five single Haystacks were given a compositional rather than a temporal order, and, in each of them, the haystack dominates the winter.
Given this sophisticated internal narrative, with its obvious analogies to symphonic movements or to sequential segments (chapters, stanzas, or verses) of a text, one might well wonder who, if anyone, understood Monet's aims. Fortunately, an understanding of the public's response is made possible by studying the first owners of the Haystacks. As noted above, the series was an enormous commercial success. Many of the 15 canvases sold within the first month of the exhibition. All but one or two of the entire group of thirty were sold within a year; of these, twenty went to America and ten Monet and Jules Cazin. She owned as many as 90 works by Monet, the majority of which were painted during the 1890s, when she was most active as a collector. Without doubt, she was the first private collector to recognize the significance of Monet's serial paintings. In fact, her collection of these works to this day ranks as the most important assembled by a private collector or an institution. In addition to her nine Haystacks, she owned four of the Poplars, three of the Rouen Cathedral, and three of the series devoted to morning on the Seine.
Perhaps because of the very opulence of her collection, her motivations for buying works of art largely have been misunderstood in books and articles on the life of this larger-than-life lady.18 Mrs. Palmer was as much a dealer as she was a collector. She made many of her purchases, it seems, to upgrade her collection. In some, she apparently was motivated to maintain balance and consistency. In other cases, it appears that she was manipulating the market for her own gain. She bought and sold pictures at a profit, often after short periods, very much as she and her husband bought and sold real estate. 
